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Welcome to Music Composition For Dummies!

Are you the type of person who walks around all day with a maddening
melody in your head that makes you stop whatever you’re doing so you can
pay it full attention?

Do you often find yourself tapping out rhythmic passages from these melodies
on your desk at work or scribbling down song lyrics on scraps of paper?

[s music sometimes more of a slave driver to you than a muse?

If you said yes to any of those questions, all we can say is this: We are here
to help.

About This Book

Music Composition For Dummies contains everything you need to know to get
started

v Picking out the perfect rhythm and tempo for your composition.
v Matching keys and chord progressions to the moods you want to convey.

v+ Working within the confines of musical form without confining your
creativity.

v Forcing yourself to sit down and come up with musical ideas, even when
your mind is drawing a complete blank.

In this book, we discuss the basics of composition, from writing natural-
sounding chord progressions and cadences, to composing atonal music, to
making yourself a demo recording and getting it in the hands of the right
people. If there’s any one thing we've tried to do here, it’s to demystify the
process of composing music and writing songs.

There are few things more satisfying than plucking a melody from inside your
head and nurturing it into a full-fledged song or even an orchestral piece.
This book will make that process a whole lot easier for you.
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Because each chapter is as self-contained as possible, you don’t have to read
every single chapter to understand what the next one is talking about — unless

D r O p B O Ookyg to, of course.

To find the information you need, you can use the Table of Contents as
a reference point, or you can just flip through the Index at the back of
the book.

Foolish Assumptions

This book is written for many types of budding composers: the classical
music student who never learned how to improvise, the backup musician
who wants to start taking the lead and writing material, and the seasoned
musician who wants to start writing music in genres outside his or her com-
fort zone.

You are probably at least a familiar with playing a musical instrument.
Perhaps you were trained on piano and now want to strike out on your own
and start composing your own music. Maybe you’re a self-taught rock gui-
tarist who wants to learn about composing in other genres. Or perhaps
you're just a person who has had this maddening tune dancing around in
your head, and you want to figure out how to turn it into a real song.

We do assume that you have at least the rudiments of music theory knowl-
edge. We expect you to know how to read music at least at a basic level, what
chords are, how many beats a whole rest gets in 3/4 time — stuff like that.
Unfortunately, there is not enough room in this book to teach you music
theory, too.

If you're an absolute newcomer to music, we recommend you first go out and
get yourself a copy of Music Theory For Dummies (Wiley) by Michael Pilhofer
and Holly Day to give yourself a good grounding in the language of music.
Then come back here.

How This Book Is Organized

Music Composition For Dummies is organized into five parts. The first four are
each focused on a particular aspect of music, with the fifth part, the Part of
Tens, containing information about some of the fun aspects of composition
that may have little or nothing to do with actually playing music.
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This system makes it easy for you to find what you need to know quickly —
because, after all, this is a reference book, and nobody wants to spend all day

D ro p B O dﬁklsg through pages to find one simple technique.

Part I: Basics and Rhythm

Without rhythm, “music” would be one long, unbroken, unwavering note, and
that would be awfully tricky to dance to. Rhythm is the most basic compo-
nent of any type of music, and being able to use rhythm properly can make or
break a composition. In this section, we discuss the moods you can create by
using different types of rhythm, as well as all the tools you should bring to
the table with you when you first set out to be a composer.

Part II: Melody and Development

Melody is the lead line of the song that stays stuck in your head long after the
song is over. It’s the basic theme running through a piece of music that ties
the whole thing together. In this section, we show you how to build melodic
lines around spoken or written phrases, how to build melodic motives, and
how to use the moods associated with different scales and modes.

Part I1l: Harmony and Structure

Harmony is the part of a song that fleshes everything out. The proper use of
harmony could turn the melody of “Twinkle, Twinkle, Little Star” into a full
orchestral number. In this section, we go over writing harmonic accompani-
ment with existing melodies, composing music with chord progressions,
using effort shapes as compositional tools, understanding basic musical
forms, and getting going in songwriting.

Part IV: Orchestration and Arrangement

At the end of the day, your music can’t just sit there looking lonely on paper.
It has to be either played by instruments, or sung, or both. In this chapter, we
discuss the playable ranges of the major instruments of pop ensembles and
the traditional orchestra. We also show you how to write music for pieces
with multiple voices, write music for profit, compose electronic and experi-
mental music, and put together a demo recording of your work.
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Part U: The Part of Tens
D rO p B O Qég@ntroduce you to a few things to do with composition outside of play-

We profile some fascinating composers without whom this book,
or any other book like it, would not be possible, as well as some additional
music theory and music history books you can pick up to further your educa-
tion on the subject. We also go over some of the most revolutionary periods
of music history that every musician should know about, and discuss why
those periods of music were so important.

Icons Used in This Book

Icons are handy little graphic images that are meant to point out particularly
important information. You'll find the following icons in this book, conve-
<® niently located along the left margins.

This icon indicates good advice and information that will help you under-
stand key concepts.

QNING/

‘ When we discuss something that might be problematic or confusing, we use
this icon.

This icon flags information that’s, well, technical, and you can go ahead and
skip it if you want to.

When we make a point or offer some information that we feel you should
keep with you forever, we toss in this icon.

Where to Go from Here

If you're just starting out as a composer, then go ahead and plow into Part 1.

If you're already familiar with the basics of rhythm and want to start writing
melodies, then head for Part II.
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If you've already got a hot melody, but want to know how to turn it into a
more full-fledged composition, Part Il covers the basics of matching melodies

Gkrgnies.

Part IV can help you decide what instruments you want to use in your com-
position, or to whom you might want to sell that composition.

It’s important to relax and have fun with this — listening to, playing, and
writing music are some of the most enjoyable experiences you’ll ever have.
Music Composition For Dummies may have been written by teachers, but we
promise that no clock-watching music instructors will show up at your door
to check on how fast you're plowing through this book. Composing music is
a magical, mysterious, wonderful thing. Yet it’s also based on surprisingly
simple principles. In Western music, there are only twelve pitches in each of
eight octaves on the piano, but think of just how different one piece of music
can be from another.

Limits can actually be freeing: Just as with poetry or prose, the more com-
fortable you are working inside a specific form, the greater your ability to
successfully express yourself within that form becomes.

5
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Basics and Rhythm

The 5th Wave By Rich Tennant
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“ Og, didgéu Ceel that hythm on the way down?
That’s the syncopation I’m looKking for.”
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In this part . . .

We tell you what you need to know before you start
seriously composing music — and it’s not just
knowing how to read sheet music, either (you should
already be familiar with that). Everything from a break-
down of music-composing software programs to develop-
ing file-management systems for your compositions is
discussed in this section. We also talk about how impor-
tant rhythm is to creating specific moods in your composi-
tions and discuss how to use rhythmic variations to make
your music more interesting.




Chapter 1
DmpBO%TQ'nking Like a Composer

In This Chapter

Finding freedom in restraint

Joining the ranks of those who create something from nothing
Getting to know a few rules of composition

Some things to remember before you get started

Music is the one art form that is entirely defined by time. Once a piece of
music is finished being performed, technically, when the last of its
echoes fades, it’s gone. Each piece of music is literally sandwiched in silence,
or external noise, and if your listeners aren’t paying attention, they're going
to miss it.

Your job, of course, is to make them pay attention.

Limitations as Freedom

Going further, music can be considered to be the sculpting of time. You can
think of your three minutes — or half hour, or 36 hours — as a block waiting
to be chiseled into a specific shape that’s meant to tell a story or convey an
emotion. You just have to figure out which carving technique(s) will work
best to get your particular idea across to your audience.

This is where form comes in. Forms are the specific ways of composing pop
music, classical music, blues music, jazz, country, and even atonal and serial
music. If you know what form you want to compose your song in, part of the
groundwork for your composition is already done for you.
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And don’t fret about this “constraining” or “limiting” you. Does the net limit
you in tennis? No, it gives both players something in common to go by. In
i form does the same thing: Your listener knows more or less what to
nd you know more or less what to give them. The rest — the unique-

ness of your contribution — is up to you. Plus there’s nothing wrong with
combining forms to make new ones. You've heard of jazz/rock fusion, porch
punk, country blues, and so on? In fact, you may even find yourself combin-
ing forms without thinking about it.

After choosing a main form, you may want to pick the key you want to write
your piece in. Knowing how the different keys and modes lend themselves to
specific moods is a great help in trying to get a specific emotion across in
your music. And how do you know about keys and moods? By listening to
music written by other people, of course. You have already internalized a lot
of musical mood information, probably without even realizing it.

You may have a melody already bumping around in your head that needs har-
monic accompaniment. You can either plug that melodic line into your
chosen form or start adding some chordal accompaniment and see where it
goes on its own.

There’s no real pre-ordained order in which you should begin composing
music. The end result is all that matters, and if you end up with a piece of
music that you're even partially satisfied with, then you are on the right
track.

You don’t have to re-invent the wheel. Much of the work in composing music
has already been done for you by others. Instead of re-inventing the wheel,
make your wheel different, more interesting, more unique and truer to what’s
inside you than any other wheels.

Composing as an Extension of Listening

As a music teacher, Johann Sebastian Bach, like other great composers of his
day, trained his students to be not just impressive little robotic pianists, but
to be improvisers and composers. This is something that’s not often taught by
music professors today. Back then, learning how to read scores and perform
other people’s music was not a separate or independent skill from learning
about the creation of music itself. The music of the masters was presented to
students as something to improvise on — and possibly even to improve on.
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This practical musicality was a comprehensive craft that involved thinking
creatively and realizing it in sound. Music meant more than merely following
ngt ions. The rote repetition of other people’s music, including Bach’s

\g) used as example and was not the end itself. Students were encour-
aged to alter scores by adding notes, reducing the time value of notes, drop-
ping notes, and changing or adding ornamentation, dynamics, and so on. One
couldn’t even get into Bach’s teaching studio without first showing some
rudimentary composing ability.

If you're a classically trained music student who has just not had a lot of
opportunities to spread your wings and write your own pieces of music, this
book is especially designed to help you find your own voice, both by drawing
from what you’ve learned in all those years of rote memorization and mining
your own feelings about how music should sound.

Rules as Inspiration

\NG/
$

If you didn’t know better, you might think that music was something that
could start on any note, go wherever it wanted to, and just stop whenever the
performer felt like getting up to get a glass of iced tea. Although it’s true that
many of us have been to musical performances that actually do follow that,
ahem, style of “composition” — for the most part, those performances are
confusing, annoyingly self-indulgent, and feel a little pointless. The only
people that can pull off a spontaneous jam well are those who know music
enough to stack chords and notes next to one another so that they make
sense to listeners. And because music is inherently a form of communication,
connecting with your listeners is an important thing to try to do.

You really need to know the rules before you can break them.

Knowing about song forms, how to meld harmonic lines into a real melody,
and how to end a song on a perfect cadence can be incredibly inspiring. There’s
just no describing the power of the light bulb that goes off in your head when
you suddenly know how to put a 12-bar blues progression together and build
a really good song out of it. The first time you make music with your friends
and find you have the confidence to present your own ideas is thrilling.

It’s our intention that the reader of this book will end up putting his or her
copy down on a regular basis because the urge to try out a new musical tech-
nique is just too hard to resist!

11
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ou as Your Own Teacher
D ro p O kany creative activity, composing music requires that you trust your-
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self. An understanding of music theory and a lot of playing skill can be a good
starting point, but what an idea means to you — how it makes you feel and
what you ultimately say with it — can be the only real criterion of its validity.

As you read the following chapters, keep the ideas in this section in mind.

Know what your options are

Once you have an idea, learn how to work it, with methods for (re)harmo-
nization, melodic and rhythmic development, counterparts, variations, and
other compositional techniques. A good composer never stops learning and
can never have too many “tools” in his or her musical toolbox. Learn as many
compositional styles and techniques as possible and try to get an intuitive
grasp on how and when to apply them.

With practice, this information will become second nature — as easy to
summon and use in your compositions as it is for an electrician to pull a
screwdriver or wrench out of his toolbox. A firm, intuitive grasp on music
theory and basic composition and arranging techniques will take your farther
than you can imagine.

Know the rules

Every form has a set of rules, and as a composer, you should be familiar with
all of them. Rock, folk, classical, and even experimental genres have specific
rules that define them, and knowing those rules is sometimes half the work.
Are rules made to be broken? Sure, sometimes. But they are also made to be
hard-earned guidelines that many, many people before you had to figure out
by trial and error. Use their wisdom for all it’s worth — don’t unthinkingly
discard it.

Pick up more instruments

Each instrument has its own beautiful, specific sound. Sometimes, becoming
halfway fluent on a new instrument can completely change the way you want
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to put music together. It can also expand your appreciation for those other
musicians who will be (we hope) putting your music into action.

DropBooks

Understand when to put something aside

The compositions that cause you persistent, frustrating problems are proba-
bly the ones you need to put away for a later date. Often (but not always), the
best ideas for compositions are the ones that come together naturally, easily,
and quickly. If you're struggling with a piece of music, sometimes the best
thing you can do is put it away for the day, or even longer, and come back to
it later with a fresh perspective.

Get something from nothing

A great idea is a gift and cannot be produced at will. However, lots of great
composers can do just fine without divine intervention. If you look at many of
J. S. Bach’s compositions, for example, you can see that many sections are
directly technique-inspired, built around very basic melodic lines and musi-
cal ideas.

If you can’t come up with a brilliant start from thin air, then just try to start
with a random one by taking a pen and writing down a series of random
notes. Fill a whole music sheet with random dots and see if there’s anything
interesting. Yes, we're serious. Or pick up a guitar and play random chords
until something sounds interesting. Or fiddle around on a keyboard until
something makes your ears perk up. Countless classic pieces of music have
begun with little more than these simple techniques.

Once you have a bit of something you want to explore, you can use rules to
help you. It may sound corny, but it’s true: The biggest oak began as a tiny
acorn. The chapters in this book can show you how to fill out the melodic
line you've just created as well as build a harmonic accompaniment.

Trust your own taste

If you like it, someone else will too. Composing music is about self-expression,
and if you’ve written a piece of music that sounds wonderful to you, then by
all means, go with your gut. As beautiful and unique as all members of the
human race are, there are more similarities between us than differences.
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On the other hand, even if what you've written doesn’t follow any set of rules,
and even if most people who hear it hate it, if you love it, it’s worth keeping.

y you'll bump into other people who will truly get it, and you’ll be
rO p O u saved that one odd bit of music that everyone else thought was
unlistenable.

We mentioned a composer’s toolkit. In the next chapter, you start building
yours.
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In This Chapter
Writing music by hand
Composing on an instrument
Using software to help you write music
Training your ears
Understanding the importance of music theory

Finding the space, time, and ideas to compose

ust as electricians, plumbers, and mechanics use toolboxes to organize

their tools, composers also bring toolboxes with them to work. The differ-
ence is, of course, that the aforementioned tradespeople’s toolboxes can be
seen, felt, and tripped over in the dark, whereas the composer’s toolbox is
contained mostly within his or her mind.

But they are still tools, and you need to use and develop them if you are
going to get very far composing music. If you could open up a typical com-
poser’s toolbox and take a peek inside, you would find the tools covered in
this chapter within.

The Ability to Compose
with Pencil and Paper

Believe it or not, even in this computerized world there are still many situa-
tions where a sheet of paper and a pencil are the best tools for the music
composer. Many important modern composers, especially those born before
1940, won’t work with anything but paper and pencil. So, never think you are
too advanced for these humble tools.
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Writing music with only paper and pencil has some amazing advantages to
composing at a piano or other instrument. For one thing, many composers

dr lgctual sound of the instrument itself interruptive to the composition

Just imagine yourself deep in thought, hearing the perfect sequence
of notes in your head, when suddenly, your finger touches the actual piano
key, and it doesn’t sound exactly like you imagined. Real sound is jarring, and
hearing even the first note of your imagined phrase before you’ve written it
down can cause you to lose an entire piece of music.

Conversely, many musicians work directly on their instrument of choice, usu-
ally a piano or guitar, and simply jot down their musical ideas on paper while
composing. The ability to work with pencil and paper comes in especially
handy in this context — you don’t have to wait for a computer to boot up,
and you don’t have to compose solely in the same room as your computer.
Computers can’t be beaten for neatness when you need a printed score (writ-
ten music for all the instruments that play a piece of music), a part (written
music for just one instrument, extracted from a score), or lead sheet (written
music using chord charts and a melodic line) — but you can take a pencil and
paper anywhere.

In order for the pencil and paper to be useful, though, you have to be able to
translate what you hear in your head into music notation. A good knowledge
of solfege (the basic system of do, re, mi, fa, so, la, ti, in which each syllable
represents a note on the major scale), or the numeric system of melodic rep-
resentation (Do is 1, Re is 2, and so on) is essential.

If you aren’t fluent enough in your head with different keys, you can write
everything out in the key of C and transpose it to a different key later, proba-
bly on the computer.

Pencil and paper are often useful to just jot a rhythmic idea down quickly.
This can be done on any type of paper; notation paper is not necessary —
you can even just write X’s for note heads and draw in the measure lines.

When using a pencil and paper, be sure to have a good eraser on hand, too.

Performance Skills

Most composers use a keyboard or guitar to compose on, but you can use
any instrument you’re comfortable with. Although most composers are profi-
cient instrumentalists, some composers actually do it all in their heads.

At any rate, being able to play melodies and chords on an instrument is a def-
inite plus. The piano with its 88 keys encompasses the ranges of all other
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orchestral instruments, so it is traditionally the best choice. An electronic
keyboard hooked into the right computer program (see next section) can
Iq broad sound palette that can give the composer a rough idea of
(3 mposition might sound like later played on real instruments. Keep
in mind that a violin, for instance, played with a bow, can never really be
accurately portrayed by a violin sample coming out of a keyboard.

Some skill at playing, plus the easy availability of an instrument, is almost
essential for a music composer. The first time Scott wrote music for orches-
tral instruments, he had only enough skill on the piano to play two or three
parts together at the same time, so he had to play the oboe part with the
French horn part, and then the French horn with the trumpet, and so on. He
never actually heard all the notes played together until he was in the record-
ing studio in front of the orchestra. Exhilarating? Yes. Scary? You bet!

Composition Software

It is impossible to overstate the important role of computers in music compo-
sition today. The following are some ways computers are involved in compos-
ing music today. Computers

v Provide various sounds to work with.

v Print out your parts quickly and neatly:.

v Help you organize your ideas.

v Fit music to film easily.

v Provide tools for piecing together entire compositions while enabling
you to test out ideas before committing to them.

v Can even produce and deliver a final recording of your work, if you use a
good composition program.

As we mentioned, many great music composers out there do not use com-
puters at all in their work, whereas others would be completely lost without
computers.

So where do computers fit into your musical world? Ask yourself a few
questions:

v Are you computer savvy?

v Do you have access to a fairly late-model computer?

v Can you get around the operating system?

17
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v Do you understand the basics of file management?

ave you had success learning other computer programs before?

DropBook:
ro p O Q]:( wered yes to most of these, then you will probably do all right, as

long as you don’t pick the wrong software for the job.

In this section we briefly discuss a few major industry software packages,
focusing on what each is good for and not good for.

Finale

www.finalemusic.com

Finale is a music notation, scoring, layout, and publishing program. It is
probably the most popular choice for bringing musical ideas into print. The
program does enable you to audition your ideas with traditional orchestral
sounds, but it is mostly used to print scores and parts. It does this very well,
and many music programs in colleges and universities are now requiring the
study of this program. Finale 2007 runs approximately $350.

Sibelius

www.sibelius.com

Sibelius is a competitive program to Finale. It has better playback features for
hearing scores that you've just input than Finale, but is less straightforward
to navigate through. It is largely a matter of personal taste which of these two
programs suits your writing style better. Sibelius 5 Pro Edition runs approxi-
mately $600.

Pro Tools

www.digidesign.com

Pro Tools is found in almost every recording studio in the U.S. It is primar-
ily designed for recording and editing audio tracks, though the last few
versions of Pro Tools have included access to sample players and synthesiz-
ers through its MIDI capabilities. Pro Tools includes some integration with
Sibelius, and the compositional side of Pro Tools is likely to expand more in
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the future. At present, it doesn’t offer a lot in the way of compositional tools.
Pro Tools is said to be unparalleled for cutting, pasting, and otherwise pro-

D r O p B O Oek‘gudio recordings. Pro Tools LE runs approximately $500.
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Logic Pro
www .apple.com/logicpro

Apple’s Logic Pro is a complex and very deep program that aspires to be
everything in one package. It offers sophisticated notation, scoring, layout,
and printing tools, audio recording and editing capabilities, MIDI production
with sample and synthesizer plug-ins, excellent cut-and-paste arranging and
compositional tools, and more. You can even burn CDs and create MP3 and
AAC audio files right in the program.

Logic Pro has a fairly steep learning curve, but most people who have tackled
it find it is worth it. It is a popular program for electronic composition, sound
design, and music composition for film and video — and is as popular in the
studios of Europe as Pro Tools is in the U.S. Many of the notated figures in
this book were created in Logic Pro. At the time of this writing, Logic Pro is
only available for Macintosh computers. And it’s not cheap: Apple Logic Pro
7.2 runs around $1000.

Cubase

www.steinberg.net

Cubase is similar to Logic Pro, though with less power in the scoring printout
area and fewer compositional features. Cubase is easier to learn than Logic
Pro, though, and it’s available for Mac and Windows machines. Cubase 4 runs
approximately $1000.

If you are already using a music-composition program and feel comfortable
with it, there’s no real reason to change your routine. However, if you're
planning on moving your work around a lot from place to place or studio to
studio, you might start learning how to use Pro Tools, especially if you're
doing a lot of audio recording of performances. If you're also doing sound
design or electronic composition, need music printed out, or if you work with
loops (repeated samples or recorded sounds that run through part or all of a
composition) in addition to working with audio recordings of performances,
Logic Pro may be your best bet.

19
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A Pair of Moderately Well-Trained Ears
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Q’ su think about it, we don’t really “train” our ears at all. We develop

listening skills and, therefore, develop our communication skills. We do this
by training our brains to exercise a more focused type of attention on the
stimuli arriving at our ears. It’s just like when you’re learning to speak a for-
eign language — you learn to pick out familiar words and phrases spoken in
that new language and build your vocabulary from there. Music is as much a
language as Mandarin or English or Swahili, and it just takes time, patience,
and good listening skills to understand its “words.” You probably won’t pick
it up instantly, but with perseverance, you will pick it up.

There are a lot of good courses available for developing good musical listen-
ing skills. If you're the self-teaching type, sitting in front of a piano and hitting
notes over and over until you can identify pitches by ear is a good way to
start.

Very few of us are born with perfect pitch, but most people can become able
to identify intervals (the difference in pitch) between two or three notes and
can pick those notes out on the piano without much trouble. With practice,
the same person can learn to pick out simple phrases and chords on the
piano and therefore learn how other composers put their songs together.

What we’re saying here is that being one of the gifted few with perfect pitch
isn’t critical to being a good composer. With a set of moderately well-trained
ears, you can learn to play and compose just about anything.

Knowledge of Music Theory

It is important to be able to communicate your musical ideas to others.
That’s why you want to compose music in the first place, right? Part of this
communication is being able to define the music you hear in terms that
others can understand. Music theory is the study of music and the way it
works and it encompasses the language through which musicians communi-
cate their musical ideas to one another.

We assume that if you're ready to compose, you can already at least read
music. With practice, you should be comfortable enough reading music

that you can hear the notes in your head as you read them on the page. Have
you ever seen someone reading a piece of music aloud to themselves, often
humming loudly as they work their way through a piece? That’s the level of
comfort you should aim for — being able to “hear” a song just by looking at a
lead sheet or a section of sheet music.
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If you are weak in the music theory department, we recommend that you
read Music Theory For Dummies by Holly Day and Michael Pilhofer (Wiley).

DropBooks

Space, Time, and ldeas

3

The rhythmic beatings and messages that we get from the sounds around

us in everyday life strongly influence the music that we compose. To a city
dweller, a bird song is a signal from a world beyond the din of street noise.
To a more rural ear, the sound of a jet flying by is also a signal from another
world. Such influences affect the making of our inner music. The background
of a song, either supporting or contrasting a theme, is what commands our
attention. The best music is about a place, time, mood, setting, or vibe

that offers a silver string of melody and throbs with the rhythmic urgency

of our lives.

Engaging in musical composition often requires silence. Silence is the con-
tainer of musical imagination. Your best melodic and rhythmic ideas may
come to you amidst the hustle and bustle of life, but if you can’t find a quiet
place and time to spend nurturing these ideas, they will bear little fruit.

A Pack Rat Mentality

Keep everything. Tape everything. Whether you compose with pencil and
paper or on a computer, or just hum lines into a portable tape recorder while
you're out for a walk, it is essential that you try to keep all the little begin-
nings, endings, chord progressions, melodies, grooves, and musical ideas of
all shapes and sizes on file somewhere. A melody that leads to a dead end
today may inspire you next year. A dumb little ditty that you have rolling
around in your brain may not be your next masterpiece, but it might work
great for a TV or radio jingle.

Many great composers disliked the very works that earned them notoriety.
Bizet hated Carmen, for example. And maybe fame and fortune aren’t all
they’re cracked up to be, but along with them comes the freedom to continue
to pursue the craft of music composition. To a musician, money equals time,
meaning that the more money you've got coming in, the more time you can
spend working on the music you truly love to write. So don’t be so quick to
condemn your “unfinished” works. Just know how to recognize when a par-
ticular musical idea isn’t working and don’t try to force pieces of a puzzle to
fit together. If something doesn’t work, put it away and save it for a rainy day.
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' here are not a whole lot of things worse than coming up with a great
melody line, or even the beginnings of a great song, only to forget what
you came up with simply because you didn’t write it down.

You may think you’ve got a great memory for music, especially your own, but
if you don’t find some way to write down those notes or record that riff,
there’s a very good chance that the last time you hear that brand new music
might be the first and only time you play it.

To avoid this kind of heartbreak and potential tragic loss for humanity, get
in the habit of getting every idea you ever have down somehow — recorded,
written, typed, whatever. This is so important we are dedicating this chapter
to it.

Writing It Down

There’s an easy way to keep from losing those beautiful moments of inspira-
tion, and that is to keep a pad of paper and a pencil or pen with you at all
times. It only takes a few seconds to write down that engaging little melody
or riff that’s been banging around in your head.
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Keep a pad and pencil by your bed, too, in case you wake up inspired and
need to write down something quick.

G/ Smposing by hand the old-fashioned way, a good mechanical pencil

with a good eraser is a must. A mechanical pencil — one of those with the
clicky thing at the end that pushes the lead through the tip — is perfect
because it ensures that your note stems, heads, and so forth will all be a con-
sistent size. Use a pencil with larger diameter leads, at least 0.5 mm and up to
0.7 mm. You will find it easier to fill in note heads, and the tip won’t break off
quite as often. Have a standalone eraser nearby as well. Usually the areas to
be erased are larger than the areas to be rewritten.

You can probably buy staff paper at your local music store by the sheet, note-
book, or even by 500-page ream. If not, order through online bookstores like
Amazon or download printable PDFs from many free music Web sites, includ-
ing www . incompetech.com and www.blanksheetmusic.net.

Using Software

Printed music these days is made, as mentioned in Chapter 2, with the aid of
computer music scoring/notation/composition programs such as Sibelius,
Finale, and Logic. Even a simple chord chart can quickly and neatly be printed
out with these programs. After years of working with nearly illegible hand-
written charts, almost everyone is happy about this development. Most of
the figures in this book were created in Logic and Finale.

In college music courses, learning your way around these computer pro-
grams is often part of the required curriculum. Understanding one of these
programs can aid tremendously in the generation of scores and parts.

Within these computer programs, you have the option of playing your music
into the computer with a MIDI controller (and a metronome to keep you in
time) or entering the notes with a mouse or keyboard. The MIDI controller is
usually a keyboard, but you can use guitar, drums, woodwind, and even vibes
MIDI controllers if you are more at home with one of these.

The important thing is to get your tune into the machine. You can edit your
music within the program later, if need be. Notes can be moved around,
deleted, copied, pasted, lengthened, shortened, and otherwise ornamented.
You can add or enharmonically change accidentals. Your work can be audi-
tioned within the program using the sound libraries that are included in most
packages, and you can easily transpose into any key. The printout can be for-
matted in various ways and with various styles, including guitar tablature.
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Making your lyrics conform to note positions is simple. You can even extract
chord symbols and put them on the printout. Speaking of printing, you can

¥ an entire score, individual parts, or even just a small bit of something
ro p O @ gr screen (as we have done frequently for the figures in this book).
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In short, these computer applications are very sophisticated music notation
processors, much as Microsoft Word is a sophisticated word processor. An
expert with Finale can pretty much type his or her music into the computer.

Using these programs means you don’t have to carry around a ream of sheet
music, or even a notebook, for making notes about ongoing compositions.
(Instead, you may be carrying a laptop computer.) With music notation soft-
ware, the music you play on your instrument has already been automatically
notated, from the barest melody line to the rhythm track you beat out during
warmup.

You can erase the things you don’t want to use, of course, but the little
unfinished gems that come to you while fooling around can now be saved,
instantly, for use in the future. A good rule of thumb is if you're in doubt,
save it.

Having a large cache of little musical bits to listen to and draw on for inspira-
tion is so much better than having no unfinished music at all. Besides, you
never know when someone will want ten seconds of music from you for tele-
vision filler music, a videogame sound effect, or even a ringtone.

Computer versus Paper and Pencil

Of course, even in the computer age there is still no replacement for an
actual printed copy of your work. Print everything and keep a file folder of
the printed paper copies of any of your work that actually gets recorded or
performed. With the speed at which technology advances there is no telling
what sort of computer applications and storage media we will be using in five
or ten years. Retrieving data from the sorts of media we use today could
become difficult in the future. It has already become difficult in many cases to
retrieve work that was saved on floppy disk, ADAT, and DAT tapes. And have
you noticed that good quality audio cassette players are becoming scarce?

Despite the overwhelming advance of computer technology into the world of
music composition, there are still advantages to working with pencil and
paper. Pencil and paper are cheap and can be taken anywhere. At the beach
or in a kayak are not great places for computers. And they don’t need to be
plugged in or charged up. If you are skilled at transcribing the music in your
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head into music notation, you may not need all of the automatic help that
you get from a computer during the early, creative phases of your composi-

i might still want the power of making your work legible enough for
read, and you may want to publish your work, so the computer will
come in handy later — but there is something freeing about working with
simple, primitive tools. The process of writing becomes more direct without
the distractions of a computer environment to confront you.

Some composers feel more comfortable with the light reflecting off of a piece
of paper than by the light transmitted through a computer monitor. You may
also find it easier to navigate through a pile of papers than click through the

pages onscreen.

Few things in life are more rewarding than sitting out on your porch on a
sunny spring day with a book of staff paper and a pencil, writing down what-
ever comes to your imagination. Try it.

File Management

One of the dangers of working solely in the computer realm is that important
pieces of music might get lost if you aren’t careful with file management.
Sometimes it is hard to say which pieces of music are going to end up being
important ones, so we offer some tips here about file management.

To start with, let’s define file management as the organization and logical
arrangement of hierarchical structure in various data storage media, such as
hard drives, CDs and DVDs, file folders, and files used for your work. More
simply: It’s where you keep stuff in your computer.

It is a good idea to keep all your computer applications on your boot drive,
but storing your music on the same drive can end up being a very bad idea.
Fragmentation can occur or you could just run out of space. Moreover, if the
drive crashes (which it will, sooner or later) you could easily reinstall your
applications, but your work could be lost forever. To prevent this from hap-
pening, you should probably get an extra, external hard drive and dedicate it
to your saved music files. They are not so expensive anymore; you can proba-
bly find a perfectly good one for $75 or so.

Start by creating a folder on your drive called My Compositions, or some-
thing like that, and create organizational folders within that folder. They
could be named for the different styles of music you are working with: Rock,
Jazz, and so on. Or you could organize your work using folder names like
Jingles, Film Scores, and Songs.
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el that auditioning compo-
sitional ideas using the synthesized or sampled
sounds inside a computer is a bad idea. It can
steer a composer’s editing choices away from
the capabilities of musicians and toward what
seems to work with the particular sound you are
listening to at the moment. These composers
feel that many good ideas get tossed out this
way. For them, a better choice is to present the
parts to musicians and meet the challenges
then, with the input of the musicians who have
to play the parts.

Hearing your music played by real musicians
first is a decidedly different experience than

“

real” Instruments

testing and editing your music with computer
sounds and then giving it to real musicians. You
still have a lot of work to do when the musicians
finally get ahold of your music.

Nothing ever quite plays exactly the way you
think it will, so always be ready for compro-
mises, rewrites, and other surprises. When the
musicians are trying to play your piece for the
first time, you are obliged to radiate a sense of
confidence about what you are going for, and
an ability to be fast and flexible with your edits
and changes.

Inside these folders you should create a folder for each group of composi-
tions that belong to a particular project or client. For example, in a folder

27
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named Productions, there could be a folder named Albums, in which there is
a folder named The Gift of Thirst, inside which there is a folder for each song
from that album.

If this seems like a lot of work, you have probably never lost anything on your
computer — yet! It just takes one time to lose years of work. And then you’ll
be kicking yourself for not having taken advice like we’re giving here. And you
won'’t be just gently kicking yourself, either.

Frequently making a backup of your work is a must. You can do this by
having yet another hard drive, and copying your work across to it from time
to time. Or you can burn your work onto a DVD-R or CD-R disc from time to
time. These hard media copies are not subject to mechanical breakdowns,
though they can get scratched into uselessness if you don’t treat them with
care. To be really safe, make an extra copy every once in a while and take it
to work or give it to a neighbor.
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' ake a few minutes to listen to the rhythms around you. Is a bird singing?
A train rattling by? Is someone hammering something down the block?

You may notice the repetitive sounds of your tires as you drive over a bridge,
your footsteps as you walk or run, the cash register tapping out its tune.
There are even rhythms from within: the sound of your breathing, your heart-
beat. Life is full of rhythm if you're paying attention.

The rhythms of life have always influenced composers, both consciously and
subconsciously. During the era when people regularly made long trips in horse-
drawn carriages, quite a lot of music was written with a trotting or cantering
rhythm. It’s easy to imagine being a bored composer on a long trip through
England when suddenly, your next composition pops into your head, spurred
on by the relentless, rhythmic hoof-falls of the horses pulling your buggy.

The same types of influences are around us today. It’s not such a big stretch
to hear the clanging of assembly-line machinery when listening to industrial
music. Obviously, rap music wasn’t invented by cattle ranchers languidly fol-
lowing a herd along the trail, and there’s no way you can listen to rap and
think that there was any such connection. You can, however, hear the color-
ful banter of urban neighborhood streets in rap music, and you can easily feel
the sway of a horse’s walk in traditional country and western ballads.
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In short, different rhythms convey different moods, and learning how to
corner and manipulate those rhythms is the first step to getting your musical

D ro p B O Olk goss to another person.

Sculpting Time into Music
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A composition can be thought of as the sculpting of time.

Time is relative. Einstein once explained his concept of relativity by saying,
“When you are courting a nice girl an hour seems like a second. When you sit
on a red-hot cinder a second seems like an hour.”

Rhythm is a large part of music’s ability to sculpt time and produce different
moods. The right rhythm can sculpt a five-minute piece of time to convey a
sense of urgency and hurriedness — or to make the listener feel laid back and
relaxed. These are examples of the mood messages that can result from
rhythmic choices in music composition.

Let’s say you're scoring a film. You wouldn’t use a slow, pensive, loping
rhythm to score a crowded party or a parade scene, and you wouldn’t even
think about an exciting 2/4 march for a funeral scene — unless, of course,
your intention was to create an unnatural mood or feeling. Just like how your
heart beats faster when you're happy or excited, lively rhythms to lively
scenes just make sense. In music, lively rhythms convey a happy, excited, or
just plain agitated sense, whereas slower rhythms can’t help but invoke feel-
ings of somberness, sadness, or even drowsiness.

Rhythm in music is more than just a regular, clocklike pulse chosen at
random. When used wisely, it can set the tone of your composition and
convey moods and mood changes throughout a composition.

The Feel of Different Rhythms

Look at the following list of moods or emotions and try to decide the general
tempo (the speed or pace of the underlying pulse) that might best convey
these moods. There are no wrong answers, and you can just say “fast” or
“slow” for now, although there is a fairly sophisticated musical language for
different tempos.

v Fear

v Anticipation



Chapter 4: Rhythm and Mood

v Sorrow
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Figure 4-1:
A walking
rhythm is
steady and
regular,
loping

along.
|

v Love

v Hate

v Compassion
v Surprise

1 Tenderness

»” Anxiety

As we said, there are no right and wrong answers. One reason for this is that

emotions and moods can have variations within themselves. For example, fear
can have a fast rhythm or a slow rhythm, with the “fast” fear being more flight-
oriented, and the “slow” fear being more dread-oriented or suspense-oriented.

However, in general, the way these moods broadly affect your bodily func-
tions is pretty universal. Surprise gets your heart rate up, whereas sorrow
slows it down. It’s a known fact that the rhythms of music can affect your
heart rate and other bodily functions. Have you ever been to a rave or dance
club? The DJ uses the rhythms of each song to adjust the heart rates of the
dancers like so many metronomes and thereby manipulates the emotions of a
whole crowd up and down over the course of the evening.

But there is more to rhythm than tempo alone. Have you ever noticed that
there is a difference in the feel of walking and skipping? Walking is quite regu-
lar and even: Clop, clop, clop, clop, clop. Figure 4-1 shows how the rhythm of
walking looks on a musical staff.

Walking
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Skipping, on the other hand, has an uneven groove (Figure 4-2), with two
steps close together and then a pause. Da, da-da, da-da, da-da.
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Figure 4-2: Skipping
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If your friend walks at a rate of one step per second and you skip at the same
rate, you could call these two rhythms variations. You are both moving at the
same tempo, but the feel of the rhythm is different. Sometimes we use the
term mood message to describe the feel of a rhythm. What is the difference in
the mood messages of walking and skipping?

Using a metronome

For many composers, exact metronome settings
are critical for setting the groove and the mood
of the piece. Today's computer music work-
stations provide a great deal of precision in this
area, with many of them offering click-track (a
virtual metronome you hear through head-
phones) settings down to the ten-thousandth of
a beat per minute (abbreviated bpm, also some-
times called MM).

Such precision comes in particularly handy
when you're trying to fit a particular musical
mood to a set length of film or video. That piece
of music you composed at 92 bpm (or MM-92)
may need to be changed to 90.785 bpm in order
to fit the length of the scene exactly. Another
thing to consider is that, if you are working with
a singer, the lyrics have to be allowed to flow
naturally —— even if the musicians might enjoy
playing the music at a faster or slower tempo.

Terms for ranges of metronomic tempo were
established long ago and are still used today.
You will undoubtedly encounter them in sheet
music. They are Italian words, and the following
are a few of the more common ones:

Largo: 40 to 60 beats per minute
Larghetto: 60 to 66 beats per minute
Adagio: 66 to 76 beats per minute
Andante: 76 to 108 beats per minute
Allegro: 108 to 168 beats per minute
Presto: 168 to 200 beats per minute

And once you have decided on a tempo, you
have to determine the meter of your piece. In
other words, how many beats will be contained
in each measure, and what type of note —
quarter, eighth, and so on — will be counted as
a single beat. This choice is represented as a
time signature (4/4, 3/4, 6/8, and so on). Itis a lot
easier for musicians to count up to three over
and over again than it is for them to count each
beat in a piece of music separately. Besides
this, it seems that rhythms in life tend to work in
simple repeated patterns like the beating of
your heart or the rhythm of walking.
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The point here is that it can be useful to start a composition by choosing the
mood you want the piece of music to convey and matching it up with a

at is appropriate. When you’re starting from the rhythm up — a
ro mon way to compose music — choosing the best tempo for the job
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is half the work.

You want your composition to tell a story. And, just as a story contains pas-
sages of contentment, change, tension, crisis, and resolution, for example, so
the mood needs to change at some point within the music. You can change
and vary the tempo (mood) to fit that mood change. You can use rhythm to
create contrast, conflict, development, resolution, and other story-building
components.

Speed Bumps and Rhythmic Phrases

|
Figure 4-3:
Beethoven'’s
“0Ode to
Joy” clips
along
regularly
until you get
to the end of
the twelfth
measure.
|

A composition traveling along at a set meter and tempo can get boring or
even exhausting after awhile. That’s another reason why it’s a good idea to
break up the rhythmic landscape with a few bumps along the way — to keep
things interesting or keep your listener awake.

Beethoven’s “Ode to Joy” offers a familiar example of varying the rhythmic
landscape in order to throw things off a little bit (Figure 4-3).

Ode to Joy

At the end of the twelfth measure, after a section of mostly straight quarter
notes, he surprises the listener by putting a strong accent — unexpectedly —
on beat four. Beat four is usually a weak pulse, but the German genius makes
it strong by starting a phrase there, and then makes it even stronger by tying
the note over into beat one of the following measure. Beat one is usually
expected to be a strong beat. The result almost feels like you were walking
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|
Figure 4-4:
Taking
another
look at
Beethoven’s
“Ode to
Joy" —
same notes,
different
rhythm.

|
Figure 4-5:
This is
perhaps the
most widely
recognized
rhythmic
phrase ever.
|

along and then slipped on a patch of ice, yet managed somehow able to hold
on and continue with an unbroken stride.

Lsnique of putting a strong accent on a beat that is usually weak (an
up-beat, for example) is called syncopation, and can be applied to a single
note, a group of notes, or an entire melody.

Breaking up the rhythm is an excellent way to hold the listener’s attention,
and it may provide opportunities later on for different instrumentation
choices and arrangement ideas when you start to flesh out your composition.

Figure 4-4 shows another section of “Ode to Joy” in which Beethoven “skips”
with the same melody he “walked” with earlier in Figure 4-3.

Ode to Joy
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Beyond the steady persistence of the underlying tempo of your composition,
there are brief sections of music called rhythmic phrases. Think of the old
“Shave and a Haircut” ditty (it’s actually a couplef), the rhythm of which is
shown in Figure 4-5.

Shave and a Haircut
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Shave and a hair cut two bits
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You don’t even need the melody for the rhythmic phrase in Figure 4-5 to be
immediately recognized. In fact, if you knock the first five notes out on your

t school or work, someone is bound to finish it for you. The rhythm
ro p O the melody, shown in Figure 4-6.

|
Figure 4-6:
Adding the
familiar f t }
notes to the
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familiar Shave and a hair cut two bits
rhythm.
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& This is an important idea: A simple rhythmic phrase can suggest melodies. It
can also, therefore, render some melodies unsuitable.

Mixing It Up: Back Phrasing, Front
Phrasing, and Syncopation

There are a few ways to change up the rhythm of your composition.

Back phrasing

Let’s have some fun by pushing the phrasing of “Shave and a Haircut” out by
one beat. Our result looks like Figure 4-7.

|
Figure 4-7:
“Shave
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back
phrased.
|

| 168
28
TN
TN



36 Part I: Basics and Rhythm

When you move your music phrase later in the measure, so that the melody
starts after the beat, it’s called back phrasing. As you can tell from Figure 4-7,

are playing or singing this with the strong accent, as usual, on the

D r O p B O Gﬁk}g now starts on beat fwo, with a rest on beat one. Try it out! Make

|
Figure 4-8:
“Shave

and a
Haircut” —
front
phrased.
|
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|
Figure 4-9:
Making
“Shave and
a Haircut”
skip along.
|

first beat of the measure. ONE two ONE two. Back phrasing can be a tricky
thing to get a handle on, so if a natural-sounding rhythm eludes you the first
couple of times, that’s okay. You see how it changes the song?

Front phrasing

If we go the other way and front phrase it — or move the melody forward by
one beat — the result looks like Figure 4-8.

[} — |
P’ A N 1 1 1 1 1 1 i |
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Now, going back to tempo for a second, try playing or singing these varia-
tions at a very fast or ridiculously slow tempo, just to see what those changes
do to the overall feel of the song. Bet you never thought that “Shave and a
Haircut” could sound so spooky! It’s funny how even slight changes in tempo
can change the mood of a song so much.

Let’s try to do a skipping variation of the back-phrased version of “Shave and
a Haircut” (Figure 4-9).

I
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Bear with us for one more example as we now syncopate the original melody
(Figure 4-10).
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|
Figure 4-10:
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Syncopation

Notice in Figure 4-10 how the “syllabic emphasis” is not where the strong nat-
ural beats are. Syncopation is basically about putting the emphasis on the
wrong syllable. That doesn’t mean it’s “wrong,” though. Syncopation just
makes things a bit different, surprising, and spicy. In short, it’s a good way

to break up the rhythmic landscape and thereby change the mood of your

composition.

If you were counting out just the rhythm from Figure 4-10, you would get
something like the following:

one-AND two-and THREE-and four-AND one-and two-AND three-AND
four-and

As you can guess from all the examples, a composer could nearly build an
entire composition around “Shave and a Haircut” — with just a few minor
variations, we might not even know it. Depending on the accompaniment,
tempo, musical context, and any number of other variables, “Shave and a
Haircut” could completely escape our notice in a composition.

Using familiar themes in new ways is incredibly common in composition.
There’s nothing new under the sun — only a lot of old stuff, being used in
new ways. A composer could, if he or she wanted to, throw a lot of old, stale,
familiar little chestnuts at his or her listeners without their even realizing it.

Don’t be afraid of trying out some variations of a strong rhythmic phrase or
theme by offsetting the starting point of the phrase in time or using syncopa-
tion to spice it up.

By the way, such rhythmic tinkering is easily done in music software (such as
Logic Pro) by just creating or even copying someone else’s phrase or theme
and dragging it around a little. (See Chapter 2 for more on music software.)
On paper, it’s a matter of visualizing and auralizing the newly displaced
nugget of your rhythmic ingenuity.
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Finding Your Own Rhythmic Phrases
D ro p B O Ql S it’s possible to build your entire arsenal of musical compositions on

|
Figure 4-11:
You can
often find
interesting
rhythmic
phrases
embedded
in everyday
language.
|

variations of the “Shave and a Haircut” riff, it’s so much more fun and satisfy-
ing to come up with your own rhythmic phrases to build songs around. So
where can we get these rhythmic phrases? Everywhere — there’s one right
there, in the last sentence (Figure 4-11).

3 3 T T e T 3 T e |
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So, where can we get these rhyth - mic  phra -ses?

What kind of melody would the rhythm in Figure 4-11 suggest or reject?

It has been said that music is a universal language, but even rhythms on their
own, without a melody, are capable of universal communication. Think of

the talking drums in West African culture, which seem to mimic the human
voice — or the tablas of India with their huge vocabulary of variable sounds.
Though we all speak different languages, all languages have rhythms and
melodies in them. So perhaps we should say instead that language univer-
sally uses the elements of music to communicate.

For now, start paying attention to the tempos and rhythmic phrases present
all around you. They will contribute much to your musical compositions,
whether you want them to or not.

Exercises

1. Find and notate a rhythmic phrase from your own personal
environment.

It could be anything from the rhythm of a washing machine to the sound
of your breathing or heartbeat. Maybe your engine makes an interesting
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rhythm when it starts in the morning. Maybe your dog barks in a rhyth-
mic pattern. Maybe someone is hammering down the street or your door

ailbox makes a rhythmic creaking noise. Whatever it is, if it has
S‘hm, you can use it in your composition.

Notice the tempo of your walking.

Most people settle into a habitual pace when they walk. Try to change it
up today. Go a little faster or slower and see how that feels. Try to feel
the upbeats between your footsteps as you walk. What kind of melody
suggests itself when you listen to the rhythm of your walk?

. Notice the unconscious rhythms of human interactions.

Notice the rhythm of conversation while you are chatting with friends,
for example. Most activities have a generally accepted “normal” pace
that we almost always adhere to. How do you feel when someone moves
too slow or too fast for the circumstances? What makes you slow your
pace or speed it up? And most importantly, how can these things be
incorporated into your music?

. Write or copy three short sentences and notate their rhythms.

Is the meter of the sentence four beats to a measure or three? Where
are the accents? Which syllables move the melody up and which move
it down?

. Analyze several of your favorite songs or compositions.

Can you find rhythmic phrases that recur? How many variations can you
find of the same phrase? How many different phrases were used? How
do the rhythmic phrases interact with the melody choices?

. Pick a rhythmic phrase from these exercises that you would like to

develop for future use.
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O PICHTENNANT

“Okay, we’ve approackig some swimmers. Start
playging the notes, F and F in the lower register.
Slow at first, gradually picking up tempo.”
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In this part . . .

We discuss how to find inspiration for musical pieces
in spoken and written phrases, as well as how

using specific keys and modes can instantly create specific
moods in your music. We also discuss how you can begin
writing your own melodic motifs to build music around, as

well as how to develop your melodies.
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In This Chapter
Understanding melodies and musical frameworks
Discerning melodies in speech
Picking out melodies from your environment
Getting the most out of the Muse
Seeking melodies through instruments

Exercising your melodies

Wlat exactly is a melody? Or, from a composer’s standpoint, perhaps a
more important question is: Why do you need one (or several)?

Where can you find them?

To answer the first question, putting it very, very simply: A melody is a suc-
cession of notes built on a musical framework.

A melody is probably the most important part of a composition. It’s the lead
line you find yourself humming after hearing a song, and it’s the part of a
song that seems to be the hardest to get out of your head.

Sounds simple enough. Maybe too simple, but it’s a good start.

What Is a Musical Framework?

Obviously, throwing a random succession of notes together will almost cer-
tainly not produce a good melody. Yet many successful compositions might
sound to many listeners as though that’s just what the composer did. And
believe it or not, there are tools available in several computer programs that
will do just that — randomize notes into musical phrases (see Chapter 2 for a
brief survey of music software).
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Anyone, with or without the help of technology, can come up with a succes-
sion of notes. But what makes a good melody? And just what do we mean by a

DropBod Rg e

For one thing, a musical framework is the duration of a particular section of
your composition. Or to be more abstract: A musical framework is the amount
of time during which you are hoping to secure the attention of your listeners.

Because music is the sculpting of time, without a framework of some kind,
you don’t have music. Many times when you are composing, the melody itself
creates or even demands a framework to grow around it. Even a lonely, soli-
tary melody has a little rhythm built into it. (The other elements of the musi-
cal framework are the chords and instrumentation that you have chosen,
which we talk about in Part III.)

Now, where do you find melodies to go into this framework?

Finding Melody in Language

|
Figure 5-1:
Rhythmic
patterns are
found
everywhere
in speech.
|

If you are ever in need of inspiration, try slipping a tape recorder in your
pocket and heading out into the street. Go into a cafe or get on the bus, turn
on your tape recorder, and just let the din of the other passengers’ voices
wash over you. You don’t even have to listen to the tape afterwards — often-
times, just being an active listener can be enough to get you started in learn-
ing to pay attention to the music of language.

There is so much to get from the way a person talks. Consider the rhythm of
a speaker’s voice — is it clumsy, staccato, languid? What about the quality of
a voice — high-pitched, low-pitched, childish, aggressive? Each person is a
self-playing instrument. Put two or more people together, and you've got the
most basic orchestra.

Take another look at the example of finding the rhythmic phrase in speech
from Chapter 4 (Figure 5-1).
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So, where can we get these rhyth - mic  phra -ses?
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|
Figure 5-2:
Adding
natural
melodic
movement
to the
phrase,
based on
the way the
words rise
and fall in
speech.
|

|
Figure 5-3:
Making the
phrase
sound
wrong by
adding
unnatural
melodic
movement
to it.
|

Looking at Figure 5-1, let’s see what kind of melody is suggested by this
phrase. When you speak the phrase out loud, notice that some of the words

rd in pitch, while others go down in pitch. There might be some
tSa in emphasis or intention when different people say the phrase, but
by and large these words almost demand a natural melodic movement, some-
thing like that shown in Figure 5-2.

M
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these rhyth - mic  phra -ses?

All well and good. Now try speaking the phrase with an unnatural melodic
movement, something like the one shown in Figure 5-3.
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So, where can we get these rhyth - mi

Now the phrase doesn’t work musically. The melody of it is off somehow. Or
is it the rhythmic emphasis? See how important the elements of music are to
basic spoken communications? It’s fairly easy to determine the direction that
the melody wants to move in this example — and a direction where it doesn’t.
We can see the basic landscape, given this phrase.

b5
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But where will we find the exact notes to give to our melody? One way would
be to limit ourselves to the notes within a particular scale. In our examples,

@K&Ck to the key of C major and used notes that we know make musical

ether — that is, notes from the C major scale. So, using notes from
the major scale is one very common method of finding notes.

Let’s Eat (,) Grandma!

|
Figure 5-4:
Two
possible
melodies
show
different
possibilities
from one
spoken
phrase.
|

|
Figure 5-5:
This is more
a case of
“Run,
Grandma,
run!”
|

It’s fun and instructive to see how meanings can totally change depending
solely on your melodic choices. Figure 5-4 shows three words with two differ-
ent melodies.
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Let's eat, Grand - mal
——
-
[y
Let's eat Grand - mal —_

The first version is an invitation to Grandma to join in the feast. The second
one, though, sounds like an invitation for Grandma to be the feast. “Let’s eat,
Grandma” is very different from “Let’s eat Grandma”!

Going further, we could make the second version even darker and more
threatening by using a minor scale instead of a major scale (Figure 5-5).

eat Grand - mal——
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As you can see, your choice of scale can contribute to the mood messages
you are trying to convey in your music.

D ro p B O Q K&mples so far, we’ve stuck to using short phrases of language to make

a point. But there is no reason why you couldn’t apply these ideas to an entire
conversation — perhaps a musical transcription of your tape-recorded bus trip.

If you are writing a song, it is essential to be respectful of the way your lyrics
fit rhythmically and melodically with your music, but you don’t have to be a
great lyricist to use a verbal idea as a source for your melodies. Maybe you
will be the only one who knows that your famous composition started out as
“Scrambled eggs, oh, baby how I love your legs” (Paul McCartney’s original
lyrics for “Yesterday”).

Finding Melody in the World Around Vou

Just about every composer has found inspiration for a song from walking out-
side and blinking at the world at one point or another. Nature is a great
source of inspiration; city sidewalks and noisy factories are others.
Sometimes it’s just picking up the recurring rhythms of the environment and
building a simple melody on top of that.

Other times, it can be as simple as stealing a bird’s song for your melody — or
the quiet humming or muttering of someone walking past you on the street,
or the varying pitches of a concrete saw whining across the street. Some com-
posers even claim that when they see the throat of a newly-opened flower,
they hear singing in their heads. The inspiration for the greatest composi-
tions in the world is all around you. Learning how to turn that inspiration into
actual music is the challenge.

Sometimes composing a melody can be like creating a sonic dot-to-dot drawing.
Many composers have attempted to recreate scenery, landscapes, cityscapes,
and the activities of nature and humanity through their compositions, such
as in George Gershwin’s “Grand Canyon Suite.” In fact, some melodies can be
seen as literal landscapes on the musical staff. If you extract the basic melody
from music, connect the notes on the staff, and hold it up in front of you, it
looks like a dot-to-dot drawing of a scene.

If a melody is like a sonic painting of a landscape, the melody rises and dips
into hills and valleys, sometimes quickly jumping up cliffs, and then just as
suddenly diving into ravines.
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Figures 5-6 through 5-9 show a few simple drawings. The first one has been
transcribed into a melody for you. Pick a second one for you to do and write

D r O p B O dﬁk@ on the blank staff at the bottom of Figure 5-9.
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Figure 5-6:
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landscape
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We don’t expect you to be able to fully compose music yet. The preceding
exercise is meant to show that you can draw inspiration and generally shape
music around it.

If you were to stop and think about your choices of notes and rhythms to
represent these scenes, you might also want to consider representing other
unseen elements within them. For example, what other sounds — birds,
waterfalls, insects — might be present, and how can they be represented
musically? What sort of emotion does each scene convey to you? How can
you represent and refine that emotion through tempo, choice of scale (also
called mode), and instrumentation?

The visual realm is not the only one from which you can draw melodic inspi-
ration. What does touch sound like? Soft caresses must sound different from
a slap in the face, right? What about taste — can you represent taste through
musical composition? What makes a piece of music bland or flavorful? And
let’s not forget the sense of smell. Can a musical composition smell sweet?
We’ve certainly all heard a few that stink.

Music is the universal language, and language is descriptive by nature. Your
job as composer is to describe an emotion through your choice of rhythm
and melody — among other things.

Helping Your Muse Help Vou

One can’t overestimate the value of a good musical imagination. It is the
single most powerful source for making music — if you can tap into it. The
imagination is so powerful, in fact, that since long ago it has been personified
as the Muse.

49
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Because it is inside your head, though, your imagination is also the hardest
source to put your finger on. Its timing is sometimes off, for one thing. The

S feed you melodies when you least expect them and are least pre-
do anything about them.

Always have a paper and pencil or a small recording device at hand, at all
times, no matter where you go. They are a lot easier to carry around than a
computer and keyboard.

You can do a few things to help your Muse work more effectively for you.
Here are some things the Muse needs and ideas about how to do your part
to help:

v The Muse needs space to work in.

Turn off your TV and radio, log off the Internet, turn off your cell phone,
and tell your family and roommates that you are indisposed for the next,
say, hour or two.

v The Muse likes to be nourished.

Every day, expose yourself to a variety of musical influences — not just
the few favorites you keep cycling through. And if you want your Muse
to get real exposure to different music, do it with full attention.

v The Muse likes to be quiet.

Music as a background often silences or distracts the Muse. It is hard to
focus on what you are hearing in the mind’s ear when you’re hearing
things in your physical ear. The Muse is shy. Silence often causes her to
come out of hiding.

v The Muse needs you to follow where she leads.

The Muse can’t do it all; you have to do your part. Once the Muse gives
you something, run with it. Work it, play with it — above all, capture it.
Write it down! Never think that you’ll remember what the Muse tells you.
No matter how impressive your melody seems at the moment, it will slip
out of your head just as magically as it slipped in.

+* Your muse needs you to remember what she says.

Keep a pencil and paper or a simple recording device next to your bed.
The first few seconds after you wake up provide the best opportunity to
clearly recall your dreams. Discipline yourself to write them down, even
if there is no music in them. And when you do wake up with a strangely
unfamiliar and uncharacteristic Beatles song in your head, get it down
on paper or tape. It is possible that it wasn’t a Beatles song at all, but
your muse playing hide-and-seek with you.

(Of course, make sure it wasn’t an actual Beatles song before you try to
publish it! This is what happened with Paul McCartney when he wrote
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“Yesterday” — he woke up with the tune in his head, but it sounded so
familiar he couldn’t believe he hadn’t heard it somewhere before. He went

D r O B O O Kgnd worried, for weeks, asking people if they had heard it before.)
p Muse works for you.

If you sit at your keyboard, piano, guitar, computer, or pad and paper
long enough in a patient, receptive state, your muse will show up more
often than not. The muse lives in your subconscious mind, waiting for
only one thing: your impassioned receptivity. Once you figure out how to
turn that on, you will be on another level entirely as a composer. If you
defend a routine time and place to work quietly, your muse will become
trained to know when and where to make an appearance.

v The Muse is fickle.

Of course, even if you do all of this, it doesn’t always work. That’s why
we call her the Muse.

Finding Melody in Your Instrument

Once you have played an instrument for a while, you develop certain uncon-
scious habits that are imbedded in your muscles and nerves. You can turn
these habits to your advantage.

Using scales in composition

Playing scales over and over on the piano, for example, trains your hands to
behave in a certain way. This hand behavior becomes second nature, and you
become better at grabbing the notes of a piece of actual music. In fact, many
pieces of music have melodies that are not much more than scales.

Consider “Joy to the World” (Figure 5-10).
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The first eight notes of this incredibly famous piece are just a descending
major scale — pretty easy notes to grab even for a novice musician.

& can definitely be used as melodies. We would get pretty tired of
hearing just scales for melodies after a while, but there are tons of examples
of scales, or pieces of them, appearing in melodies.

Any succession of notes that comes naturally from the mechanical skills of a
musician can be used for melody. (Of course, ones that don’t come so natu-
rally can be used, too, but that is covered in the next section.)

Each musician has strengths and weaknesses in her playing technique. If you
were to get two or three guitar players to improvise freely on the guitar, each
of them would bring idiosyncrasies to the task. But because they have cer-
tain trained habits, just the act of grabbing a few seemingly random notes has
the potential of generating excellent melodic ideas.

Improvisation is limited by skill sets, but style in some respects is a product
of limitations as well as strengths. Mining the simple, intuitive, mechanical
structure of your instrument can bring a wealth of melodic material, but
many musicians toss aside melodic opportunities because they don’t con-
sider their improvisations to be anything but momentary bits of magic. Just
because something is easy for you to play, it doesn’t mean it would be worth-
less as a melody.

On the other hand, many musicians think everything they play is golden.
Sometimes it’s hard to evaluate your own work. Criticism is better than
praise in this context most of the time. Find someone you can bounce ideas
off. If you are receiving constructive criticism, and the criticism makes some
sense to you, you are on the right track.

Learn to be a pack rat. Keep all your ideas.

Using music theory in composition

With enough knowledge of music theory and a familiarity with the mechanics
and languages of instruments, a composer can invent melodies. These melodies
emerge from the possibilities within scales, modes, keys, and the techniques
and limitations of the musicians who will be required to play them.

For example, a composer who knows how far a breath can get a musician on
a clarinet — and the range of the instrument and its limits in terms of speed
and versatility — can write melodies for that instrument largely out of theo-
retical abstraction. Just throw possibilities and challenges at the instrument
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based on a mode or mood that you are trying to convey. At one moment you
can create fast-moving, frenetic phrases that jump about like grasshoppers,

DropBook

e next you can conjure pensive, provocative themes to be traded
ed around by the instruments.

This type of melodic composition demands an intimate knowledge of both
music theory and the demands of playing each instrument. It can lead to
many powerful results, although often the composer doesn’t have such a
clear idea of what the result will be until the music is played. It can be hard to
hear these things in your head.

Exercises

1.

Keep working with language.

Short or long phrases are rich sources of rhythms and melodies. See if
you can fit a couple of different phrases together in a way that makes
rhythmic or melodic sense. Take the melody you found in language
phrases and see if you can fit a different phrase into the music. Write the
phrase once and then write a variation. Read poetry for inspiration.

. While listening to a piece of music, draw freely.

Take a crayon, pen, or pencil and freely draw, moving your pencil along
with the flow and contours of the music. You can draw abstract shapes,
or if you prefer, something the music reminds you of. If you're using

a colored pen or crayon, pay attention to the colors suggested and

use them.

. Draw the landscapes suggested by the melodic movements of a piece

of music.

. Come up with a short melody to describe the scene outside your

front door.

Add two or three more elements from the scene to it — a car driving

by, a dog barking, a squirrel skittering past, the baby across the street
screaming — and see how much of the individual parts of the scene you
can put together. Your neighborhood has a soundtrack — what is it?

. Sit quietly with the TV and the radio turned off and listen to your

breathing.

Does a rhythm or melody bubble up? Be prepared with paper and pencil.
Keep a paper and pencil next to your bed. Force yourself to write some-
thing down every morning immediately after waking up. Even a single
word or a measure of music could help you get in touch with your muse.
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Have an instrument nearby that is ready to go. Take your guitar out of
the case and leave it setting in a stand, ready to play. If you get a melody

i ur head, force yourself to write it in the key you heard it in inside
ro p O O ghead. This will help keep your material from all sounding the same.
6. Sit at your instrument and just let your hands land on the notes.

If you don’t come up with something good right away, keep repeating the
mediocre things until they lead to something better. Trust your hands. If
you hear something unusual or dissonant don’t throw it away, work with
it. How will you resolve the ideas?

7. Try writing a few phrases of random notes keeping within a key
or mode.

Think of a specific instrument when you write. If it is a wind instrument,
remember that the musician needs to breathe. If it is a stringed instru-
ment, keep the bowing and picking in mind. Just fill up some measures
without thinking too much about how it might sound. Then try playing
what you wrote. Make adjustment where necessary.
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ales and Modes, Moods
and Melodies
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In This Chapter
Understanding major and minor scales
Freshening up on the Circle of Fifths
Getting in the right mood — and mode
Touring the different modes
Checking out the pentatonic scale

Exercising your scales and modes

S)metimes you have more of an idea about the direction you want your
melody to move in than which notes you're going to use to create your
melody. This is true of the melodies you may imagine building when you look
at a landscape. Even more often, probably, you have an idea of the mood you
want to convey with your music, without thinking about whether the melody
should rise, fall, or take on any specific shape. If you are writing with a sense
of directional movement — that is, up and down the staff — there are times
you can benefit from limiting yourself to notes within a scale or mode.

There are twelve different pitches in the Western chromatic scale. That’s the
total number of notes that are available in any one octave. But there are
many other combinations of those notes — other scales — and if you don’t
know at least several of them frontward and backward, you should work on
that, because it can benefit your composing tremendously. The other scales
have fewer than twelve notes, boiling them down to as few as five or as many
as seven.

v Diatonic scales have seven different pitches in them.

v Pentatonic scales have five different pitches in them.
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For our purposes in this chapter, the words scale and mode mean pretty
much the same thing: a particular selection of successive notes within an

D ro p B O Oclzgou will encounter both terms, so we use both here, too.

Major and Minor Modes
and the Circle of Fifths

Different modes and scales can evoke different moods. Major scales are good
for happy, lively, calming moods. The minor ones are great communicators of
sadness, seriousness, and introspection.

Figures 6-1 and 6-2 show two examples of nearly identical melodies in terms
of directional movement.

|
Figure 6-1:
This simple —#———— PR . ___
P E— 1 = | P T :
mglody isin 3 = |
major mode.
|
Figure 6-1 is in a major mode, and Figure 6-2 is minor.
|
Figure 6-2:
Here'sthe _ p . ~ . |
same At —hag— :F H— e 7 |
melody in "eJ T | 1
minor mode.
|

Play those pieces on an instrument, and you can easily hear the difference in
mood between these two examples without even knowing what written key
they’re in (we deliberately left out the key signature). The melody in Figure
6-1 is actually in the key of F major, and the one in Figure 6-2 is in F minor.
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Note that even though the directional shape of the notes on the staffs are
identical, the pieces sound different because the first example is in a major

D ro p B O Onksd the second example is in a minor mode.

Figures 6-3 and 6-4 show them with their proper key signatures.

|
Figure 6-3:
Our melody
in major
mode is
shown

with the

F major key
signature.
|
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|
Figure 6-4:
The same
melody in

minor mode —H—b+—¥—} + e
isshown Catb far—e @ T 11—
withthe ¢ 4

F minor key

signature.
|

2

It’s normally taken for granted that music students have memorized the Circle
of Fifths, but sometimes a refresher may be called for (Figure 6-5). Remember
that every time you move one letter clockwise from the C major/A minor posi-
tion at the top, you add a sharp to the key signature. And at every point
counterclockwise from C major/A minor, you add a flat. The major keys are
given capitalized letters here, and the minor keys are in lowercase. Each posi-
tion on the circle contains two keys: the major key and its relative minor,
which share the same key signature.
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|
Figure 6-5:
The Circle of
Fifths shows
the relation
between
major keys
and their
relative
minors.
|

\

It is useful to note that when you are writing something in a particular major
key and you want to change the mood a little (maybe make it a little sadder
or darker), you can use the relative minor scale of the key. For example, if
your original melody was in G major, you could change to E minor for the sad
parts. Doing this makes it unnecessary to change the key signature, though
you may have to use a few accidentals here and there. Figure 6-5 shows you
at a glance which major keys coordinate with which minor keys.

Another common practice in composition is to write the darker, sadder bits
in the minor key of the original major. In other words, go from a G major scale
to a G minor. As you can see from the Circle of Fifths chart in Figure 6-5, the
parts written in G major would be written with the key signature for G, which
has a single sharp (F sharp). The parts in G minor, then, would require the
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signature from its relative major, which is B flat. The key signature for B flat
has two flats: a B flat and an E flat.

DropBooks
Getting Moody

It’s no big secret that playing a good song is an easy way to set the mood of

a room. For some reason, that’s doubly true in film. How many times have
you watched a film with a wall-to-wall soundtrack of busy, unconnected pop
songs and had it spoil the picture for you? How long does it take to get the
creepy but incredibly simple soundtracks of films like Halloween or Friday the
13th out of your head after watching them?

The connection between music and mood isn’t even confined to the human
realm, either: Birds, bees, and four-legged animals of all sizes modulate their
vocal utterances to try to attract mates or scare away competition. And if
you think dogs barking isn’t musical, then we must insist you take one more
listen to the Jingle Dogs’ Christmas Unleashed.

The ancient Greeks believed that not only did music itself invoke mood and
even provoke certain behaviors, but that the modes the songs were written in
were just as responsible. The original name for the Greeks’ set of seven musi-
cal scales was échos, later renamed modus by the Romans who adopted the
system.

Plato himself recommended that soldiers preparing for war should listen to
music written in Dorian and Phrygian modes (more on these modes in the
next section). In a modern context, that would mean that before heading

off for any great confrontation, one should listen to songs like The Doors’
“Light My Fire,” Steppenwolf’s “Born to Be Wild,” Jefferson Airplane’s “White
Rabbit,” and Yngwie Malmsteen’s “Heavy E Phrygian.” On the other hand,
Plato discouraged these same soldiers from listening to songs in the Lydian
or lonian modes because it would interfere with their bloodlust. Therefore,
putting on R.E.M.’s “Man on the Moon” is not a good idea before going off

to war.

Plato and Aristotle also believed that an affinity towards certain musical
modes were insights into a person’s character, and that people who were
fond of music in the lonian, Aeolian, and Locrian modes were too relaxed and
easygoing to do well in high-power political or military positions. After read-
ing this chapter, you might want to take a look at the sort of music you your-
self prefer listening to and see what musical modes most often pop up in your
personal CD collection.
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Moods a la Modes
D ro p B O GJKSing a mode or scale without any particular melody in mind can

A\

|
Figure 6-6:
The lonian
mode should
sound
familiar,
because it's
the major
scale.
|

inspire you to come up with a melody. An easy way to start experiencing a
few different modes is to play scales on all white piano keys, but starting on
the different notes within the C scale. There are seven modes (often called
church modes, although they’re really ancient Greek) that you can make this
way because there are seven unique white piano keys in an octave.

For example: Play a scale from F to F using only the white keys. Note that you
will play the B natural instead of the B flat that is found in the key of F major.
You just played a scale in the Lydian mode, and it sounds a little different
from the old “Do Re Mi” that you learned as a kid.

You can try all seven modes by starting and finishing on other notes using
only the white keys. Can you hear the interesting mood possibilities lurking
in these modes? You can gain a lot of ideas by sampling the different modes
and deciding which mode evokes which moods.

Let’s look at all seven modes a little more closely now. It’s true that for sim-
plicity’s sake we're illustrating the modes using only the white keys on the
piano keyboard. But of course, each mode can be based on any note. It’s the
different pattern of the intervals between the notes that defines each mode.

Ionian (major scale)

When you play seven ascending white keys starting with C, you get the Ionian
mode (Figure 6-6). To build an lonian scale on another note besides C, you
use the whole-step (W), half-step (H) pattern: WWHWWWH.

Notice something familiar about this? You're right — this is the same pattern
used to build major scales today.
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Dovian

D ro B O Q{gﬁ shows the D Dorian mode. To build a Dorian mode on another note
€Si , you would use the pattern WHWWWHW.

The Dorian mode is most commonly heard in Celtic music and early American
folk songs derived from Irish melodies. Songs written in Dorian mode sound
melancholy and soulful because the final note of the scale doesn’t quite resolve
itself, so it feels almost like a question left unanswered.

|
Figure 6-7:
The Dorian
mode
sounds
melancholy
and full of
bittersweet
longing.
|

Phrygian

Figure 6-8 shows the E Phrygian mode. To build a Phrygian mode on another
note besides E, you would use the pattern HWWWHWW.

Most flamenco music is written in the Phrygian mode, which has a bright,
Middle-Eastern sound to it that works well with folk and traditional dance
music. Many modern composers and guitarists commonly use Phrygian
modes with major scales (instead of minor scales) because it sounds brighter
and less melancholic than the minor scale.

|
Figure 6-8:
The
Phrygian
mode can
give your
music a bit
of exotic
spice.
|
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|
Figure 6-9:
The Lydian
mode has
something
of a sur-
prising,
jazzy feel

to it.
|

Figure 6-10:
The
Mixolydian
mode is
often used
for blues
and bluesy
rock music.
|
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Lydian

shows the F Lydian mode. To build a Lydian mode on another note
, you would use the pattern WWWHWWH.

The Lydian mode is the complete opposite of the lonian mode/major scale,
so it feels as solid and bright as a major scale but the intervals are surprising
and unexpected. This is a popular mode among jazz musicians who enjoy
using a mixture of major and minor chord progression in inventive ways.

|
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Mixolydian

Figure 6-10 shows the G Mixolydian mode. To build a Mixolydian mode on
another note besides G, you would use the pattern WWHWWHW.

Mixolydian is similar to Lydian in the sense of having a major-scale feel with
minor intervals, and it’s a great mode to work within to give a bluesy feel to

your compositions. Mixolydian mode is another popular scale for solo musi-
cians looking for a counterpoint to the Ionian key of the song.
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Aeolian (natural minor)

D ro B O Qkﬁll shows the A Aeolian mode. To build an Aeolian scale on another
thel Mote, the pattern you'd use is WHWWHWW.

Figure 6-11:
The Aeolian
mode can
convey
great
Sorrow,
regret, and
despair.
|

This should also look familiar to you — it is the whole-step, half-step pattern
we use to build minor scales today.

The intervals of Aeolian mode create the same feel as many modern blues
songs. Songs composed in Aeolian mode have a strong sense of sadness. The
final note of an Aeolian scale feels resolved in a completely different sense
than the final note of the lonian. If the Dorian mode reflects melancholy, the
Aeolian reflects despair.

Locrian

Figure 6-12 shows the B Locrian mode. To build a Locrian scale on any other
note, you would use the pattern HWWHWWH.

Locrian mode is considered to be so unstable that most composers consider
it unworkable. There are few songs written in the Locrian mode, which has
led some music theorists to label it a “theoretical” mode. You find it occa-
sionally used in heavy metal. This mode exists because all seven notes of
the Ionian scale could form it in a mathematical sense, but the relationship
between intervals in the Locrian mode is difficult for many composers to
work with. Music that is composed within this mode sounds unsettling, dis-
turbing, and just a little bit off. Listen to the synthesizer melody at the begin-
ning of Rush’s “YYZ” for an example, or try playing “Three Blind Mice” in a
Locrian mode — it sounds like incidental music from a Tod Browning film.
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Figure 6-12:

sounds a hit
twisted and
wrong.
|
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These modes are good tools for writing fonal music (music that conforms to a
scale or mode and adheres to a tonal center or key). By limiting yourself to
notes within a